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CHAPTER I

INTRODUCTION

This thesis is based on tested experiments in the psychology
of teaching string music in a standard liberal arts college.

The

string course anticipates a pre-requisite of basic musical theory,
and therefore, begins with the application of such knowledge to the
learning of stringed instruments.

Music is a complex science, con

sisting of multiple operations which must be carried on simultaneously
in order to achieve good musical performance.

With this concept in

mind, it is fully realized that certain basic technics must be practiced
to a point of automacy in order to permit the student to pursue various
other necessary operations unincumbered.

The capacity of any stu

dent is too limited to digest all of the essentials at once for good musi
cal performance.

The introduction of finger patterns, rhythmical

patterns, intonation, the counting of time and the proper holding of in
strument and bow, all must come in their proper psychological sequence
if the successful performance of music is to be attained.
A student, enrolling in a string class, reasonably has the right
to expect to be playing something familiar, and soon, just as he would
do in a singing class.
ing non-entities.

He has no time to be confused by a maize of seem

The idea presented to him must be concise and clear.
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The very purpose of class teaching is economy of time, which makes
no allowance for lost motion. Scales are the very essence of musical
production, and must be introduced at the proper time though they are
purely academic and have very little, if any, motivating value.

Leopold

Mozart wrote the first violin method about 200 years ago, but the en
tire concept of teaching has changed since that time.

The teaching of

strings has changed greatly even in the last twenty years, as much ap
plied psychology has been incorporated into the technic of string pedagogy.
Maintaining interest and motivation is one of the cardinal prin
ciples underlying all learning. If a student has lost interest, everything
is lost.

The presentation of materials and technics in a fresh and in-

teresting manner in string classes is of paramount importance.

When

an idea is advanced, the reason for its necessity should also be advanced.
The reason for doing a thing is the best motivation for doing it.

The old

method of teaching strings required more perspiration than inspiration,
and as a result, there were many casualties from both private and class
instruction.

The new method, and the wealth of materials for teaching,

present a much more inspiring picture, and have lightened considerably
the amount of perspiration needed to achieve the same ends.
Strings are the backbone of the symphonic orchestra which represents man's greatest achievement in instrumental music.

One can
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almost acclaim that the world's finest musical literature has been
written for the orchestra, to say nothing about the wealth of material
for string quartet and ensemble. In many of our American schools,
the band has taken over the instrumental program while the strings are
sadly neglected.

This is a great cultural misfortune since string music

and the appreciation of it are the epitome of musical culture.

It is the

hope of this writer that through the college string classes and ensembles,
orchestral music will again take its rightful place at the top.
String music has declined greatly in the United States of late
years, and bands seem to be in greatest favor at the moment.

Bands

have much in their favor, in that they are more functional in the total
school program.

They are notably allied with the athletic program,

especially during the long football season.
stances, a supreme show-piece.

The band is, in many in-

With its wind-band consistency, it is

capable of producing a tolerable intonation much more rapidly than any
other type of instrumental aggregation.
On the other hand, the string group, which grows from a class
to an ensemble, and hence to the nucleus of an orchestra, has much in
its favor.

String groups are much more economical to equip.

The

amount expended on paraphernalia to outfit a band would equip an orchestra twice its size and dollar for dollar be a better value. It is true that
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intonation is poor, at first, with string groups; but with maturity in the
use of the bow and the development of the power of discriminate listen
ing, the end product surpasses many times that of the band.
The zenith of musical performance is to be found in our numerous
symphony orchestras throughout our nation.

These can only survive in

proportion to available players made possible through the schools of
America.

More than this, such survival is dependent on the ability of

such organizations to play to intelligent audiences with discriminating
tastes.

How can we better supply such players and audiences than

through the exposure to good music from the College Ensemble or Or
chestra? Even though our immediate concern is the production of
teachers for string courses, we cannot ignore the wide cultural value
of this training in the total process of education.
An attempt has been made here to present in a logical order,
those things which are essential to a college string course.

The prepara

tion of the teacher and the approach to teaching strings are of first im
portance since these are actually fundamental to the success of such a
project.

Full advantage must be taken of all the previous knowledge the

students have acquired so that theory is put to work at once.

The length

of such a paper as this would not permit the full exploitation of every
phase of the work.

It is possible, however, to place in reliet those

things which are the very "meat" of the matter.

5
There are many fine method books on the market today, and most
of them are practical and understandable.

They, for the most part, have

been designed to reduce the teaching of strings to a science and are a far
cry from many of the earlier methods.

Very little has been written

in the field of instrumental music since it is a comparatively new one.
Since the school band has taken over the field of instrumental music in
the public schools, there is a wealth of material available on that subject.

It was with the discovery that there was such a wealth of material

on strings in college that this paper was begun, in the hope of supple
menting this deficiency.

CHAPTER H
THE PREPARATION OF THE INSTRUMENTAL
MUSIC TEACHER
The successful teaching of instrumental music must begin with
a well-qualified teacher.

It is difficult to envision a qualified music

teacher who has not been twice educated; once in the liberal arts and
again in the branch of the fine arts in which he is going to teach.

He

is immediately a specialist, having in addition to having been trained
in the regular field of education, equal training in the art which he will
prosecute.

It has long been a controversial matter, as to whether the

school of music, the conservatory, or the college of liberal arts is
best prepared to train such a teacher. It seems that the liberal arts
colleges have the upper hand in that they are best able to offer the
general facilities required for such training.
The general requirements of a music teacher are quite well
agreed upon and are demanded by most institutions of learning at present.
He must possess a high standard of musicianship, a suitable personality
for working with students and a wide cultural background.
his ability to perform should be indisputable.

Beyond this,

The responsibility for the

development and growth of the music department and its continued success
will lie mainly on the shoulders of the teacher; therefore, it will be first
importance that he be a capable one.
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The National Music Educators Conference gives the following
as the minimum requirements:
GENERAL CULTURE - 33% of total required hours
Non-music subjects
Psychology courses other than educational
psychology
Music liturature, appreciation or history
Basic courses required by college
BASIC MUSIC (Music Theory) - 14%
Music reading
Ear training and dictation
Keyboard harmony
Harmony
Form and analysis
Instrumental or vocal arranging
Counterpoint
Composition
MUSIC PERFORMANCE - 33%
Conducting
Ensembles
Major instruments
Minor instruments
Functional piano
PROFESSIONAL EDUCATION - 20%
Music education methods and materials
Observation and student teaching
Professional education courses aside from
music education
General supervision (both vocal and in
strumental)
Practice teaching and courses on elementary
and high school levels
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Such a program of course requirements would at least equip the
teacher with a foundation upon which he could build a successful teaching career . . teacher training programs as applied to instrumental
music teachers are by no means standardized and we find the above
proportions varying greatly among colleges, conservatories, and schools
of music.

The training of music teachers is indeed a new field and, of

course, has grown along with public school music.

The general broad

concept of education demands that we teach children through music and
with such a conception a highly skilled teacher becomes a necessity.
The development of character, integrity, personality, embrouchure,
rhythm, tonal quality, musical curiosity, and taste are all in a day's work
for the music teacher.

These are the goals of education and failure to

achieve any one of them amounts to degeneration.

CHAPTER IE

APPROACHING STRINGS

With the advent of instrumental music classes in the public
schools, instrumental music method books have gone through a great
many evolutions.

This especially true of books on the technic of

violin and other stringed instruments.

Perhaps the most enduring

change and the one most universally accepted in all methods, is the
use of the "high second finger" for violinists.
started in the keys of the open strings.

Thus, the beginner is

Learning to read notes and

rests has been the custonary approach, but this actually is a hinderance
in the beginning stages. Such a procedure is as archaic as teaching the
alphabet in the modern school room.

Considering that the student must

learn to hold the instrument, hold the bow, learn to read, play the scale
in tune and so forth, the playing of a stringed instrument seems to be a
stupendous task.
due time.

Eventually all these requisites must be taught, and in

But at the outset many of them are mere stumbling blocks.

Just as a child crawls before he walks, talks before he reads and sings
before he reads music notation, so too, all things must follow in a logi
cal sequence.
read music.

The student should and will learn to play before he can
Samuel Y. Barbakoff stated:

To achieve the greatest success, forget about holding the
violin, holding the bow, reading notes and reading rhythms.
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Instead let the student learn by playing the violin as if he
were playing the banjo held under his right arm. Place
three narrow strips of heavy adhesive or gummed tape on
the fingerboard at the correct intervals for the first three
fingers (2-3 a half-step). If transparent gummed tape is
used, place a thread under the tape. Instead of writing
the first melody the student is to play on the staff with notes,
simply write on a sheet of paper, or on the blackboard, the
finger he should use. A line is placed under the number to
indicate that it is to be held longer. With this technique the
beginner plays a tune at his first lesson. He can play that
beginner's piece, "Mary Had a Little Lamb". The formula
for the violin is: 2101222 1U 200 2101222211210 start
ing on the A, D or G string. The beginning cellist can
play this same tune on the D, G or C string by substituting
finger 3 for finger 2. The cellist's pattern would be
3101333_ 111 300
3101333311310. It is entirely possible
that a young beginner can teach his parents the tunes by using
the foregoing procedure.
An entire repertoire of easy tunes can be plucked; in
terest can be maintained at a high level while successive
problems of holding the violin up, holding the bow, strength
ening the right arm, silently setting the left hand in correct
positions, drawing good open-string tones with the bow, are
learned. Then our young virtuosi can bow tunes already
learned by plucking. They are now willing and ready to tackle
the problem of note reading. As all work reading follows speech,
note reading should follow playing an instrument.
Teaching by rote and not by note for the beginner, the use of
pizzicatto instead of the bow for the first few lessons (quite a
few for the very young player) may appear to go against the
theoretically preferred procedure of teaching open string bowing
first. It, likewise, goes contrary to the usual teaching of
artist teachers at conservatories and schools of music. However , there has been a number of very successful string teachers
who have broken away from traditional methods, including this
writer. 1
1 Samuel Y. Barbakoff, "Writing for the String Clinic, "
Instrumentalist, September, 1954.
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During this rote period some of the basic controls should be
quite well established and the students should be preparing to move in
the direction of making the transition from rote to note.

While the

group is yet in the rote stage, the bow should be introduced and after
some instruction in its proper management some of the tunes which
have already been learned, should be played with it. It is not amiss,
even at this early stage, to start them in the direction of (1) eye
attention to the printed page (or blackboard), (2) auditory attention
to the quality of pitch and (3) kinesthetic attention to the "feel" of the
instrument and the bow.
Players should be instructed not to look at the fingerboard but
rather at the numbers or music, whichever the case may be.

This

point cannot be stressed too much, as looking at the fingers will prove
a great handicap later.

As for the correct holding of the bow and the

instrument, much time can be saved if the teacher will exercise a lot
of manual assistance to individual students rather than lecturing on
this point.

This is a very crucial and formative stage in which habits

must be established, that will serve in good stead later.
If properly managed, these early stages of the young player s
career are very delightful.

The results, depending on the skill of the

teacher, are a great motivating factor.

The students are usually aware
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of their accomplishments and seem to tackle each new problem with
refreshing zeal. Satisfactory growth depends much upon the care and
quality of the wortc being done and there is no question of reward if
every detail is pursued with diligence.

The String Class
There is an assumption that the teaching situation consists of
a group of students who are to learn to play the stringed instruments violin, viola, cello or bass.

Using the heterogeneous approach, the

class meets at regularly scheduled times and spends most of its time
playing as a group.

The class is taught by means of (1) oral or

written communication, (2) demonstrations by the teacher and the use
of photographs and diagrams and (3) manual assistance by use of the
hands in teaching the student how to hold the instrument, draw the bow,
etc.

These may be used in combination or separately.
The equipment will consist of the proper proportion of instru

ments of kind in relation to the number needed.

These are usually

furnished by the school. In addition to this equipment, there should be
music stands, proper chairs, blackboards and such other articles and
paraphenalia necessary for carrying out the project. 1 he room should
be well-lighted and ventilated, and in all respects conducive to a good
learning situation.
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Generally, the choice of instruments is left entirely to the stu
dent except in cases where physical characteristics dictate that such a
choice is inadvisable. In the latter instance, the teacher decides the
matter.

The choices are limited, of course, by the number of specific

kinds of instruments which are available.
The classroom is generally set up so that the chairs are well
spaced, in order to give the teacher ample opportunity to circulate
freely among the students. It is advisable to pair off students, two to
a stand, so that when music is being played the teacher can approach
each student and give individual attention where the need arises.
For the best results, a class should consist of not more than
fifteen members and should meet twice weekly for at least 45 minutes
of actual working time.

If the work is properly presented, interest and

enthusiasm will grow and soon the students will seize upon the oppor
tunity to work individually.
When instruments are issued to students, it would be wise to
explain and demonstrate the care necessary for the preservation of
them.

The importance of this cannot be overemphasized, since much

valuable time is saved by having instruments and bows kept in a playable
condition at all times.

It is needless to say that all instruments should

have cases, since they are made of wood or such other materials that re
quire utmost care in the handling and transportation of them at all times.
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Students should be cautioned not to touch the hair of the bow
nor to pluck the instruments in the area where the bow is used upon
the strings.

It should be explained to them that regardless of how

clean the hands are kept certain oils are exuded from the skin which
will cause these parts of the instrument to become greasy and render
it unplayable, if such contact is made.
The tuning of the instruments should be strictly forbidden until
this art has been properly taught by the teacher.

Both time and money

are expended through string breakage and the waste of these factors
should be kept to a minimum in loss.

Instruments should be handled

by their necks, and in the case of the larger ones, by additional support
under the center ribs where necessary.
In general, care of equipment is a most important part of the
teachers job, and carelessness in these particulars amounts to gross
inefficiency.

CHAPTER IV

THE APPLICATION OF MUSIC THEORY TO STRINGS

There is a presumption that students who apply to take string
courses in college have finished, at least, a semester of music fundamentals.

This pre-r equisite is essential to the rapid progress of such

a group.

It is surprising to find the number of students who feel that

both written and aural theory are worlds apart from the practical as
pects of music.

This is by no means true, since the production of music

is the very application of such theoretical knowledge.
Scale patterns and finger patterns go hand in hand; in fact, the
latter makes the former more realistic to the student.
the "D" major scale:

D,E/ff&A°XD
I Z
<9 t

Let us consider

. .

5" fe 7>

Vt'*h)

I* O I JOS
Notice that the half-steps occuring between 3 & 4, and 7 it 8 cor

respond to the close proximity of the second and third fingers necessary
in the executive of this scale on the violin and viola.

This gives rise to

the successful teaching of strings by the finger pattern method and pre
sents to the student a mechanical means by which he can, in great measure,
secure the proper intonation in the execution of his scales,

It is possible

for the student to learn, very quickly, to play the "D", "E ', and "A1
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major scales using the above finger patterns. Since the half-steps of
these scales employ the high second finger, this is entirely possible.
The violin, viola, and cello are tuned in fifths, which gives rise to the
fact that there are only three tones to be fingered between open strings.
This factor provides guide posts for proper intonation.
Since the string classes offered in most liberal arts colleges are
an integral part of the study in music education, it is generally conceded
that students are obliged to learn basically, something about each mem
ber of the string family. It then becomes incumbent upon the teacher to
bring about a reconciliation of the theories of the various family members.
As a starting point

in such a reconciliation, it would seem wise to show

the relationship of the music of these instruments to the grand-staff.
This may best be done by a blackboard demonstration.

Such a chart as

shown below has been productive of good results and has been very effec
tive in clarifying the relationship of the string family as a whole.

After

the chart has been explained to the class, the scales should be demon
strated, on each instrument, by the teacher.

Attention shoula be called

to the use of the "high second finger" at this time.

ft

•i
«•-

1

IfYl'i&\t C

I

51**
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It should be explained that middle "C" becomes the third line in
the alto staff and that such an evolution makes the excessive use of ledger
lines unnecessary.
Contrary to some of the arguments advanced by the theorists,
strings are not transposing instruments.

They may be classed only as

"C" instruments, since they actually sound in correct pitch with the
printed notes found on their scores.

The idea has been advanced that

the contra-bass does not actually sound the printed note found written on
the score presented him, but does play a sound one octave lower than the
printed note.

This, as a matter of fact, is true.

The reason being that

this is done for the convenience of reading. It would indeed present a
great difficulty to read constantly the great number of added lines and
spaces below the staff necessary to express the exact sounds wanted.
The viola uses the alto clef, shown previously, almost exclusively.
But here again the clef was so devised for the convenience of reading and
no effort was made to create a transposing instrument.

As in the cases

of all stringed instruments, the viola is actually sounding its printed note
and has not changed its position as a "C" instrument.
It will be found that, as a matter of convenience, the cello some
times uses the tenor clef and some viola parts on extended range are
written in the treble of "G" clef.

The student need not be confused since

all of these instruments remain non-transposing.
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The technic of using the various clefs will not necessarily con
cern the very young player, since these require the knowledge of playing
in the higher positions.

This knowledge is reserved for the more ad

vanced player and will be introduced at the proper time.
It is essential for the teacher to make the above explanation to the
class, lest the students become confused.
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It should be explained that the cello and bass use the same notation.
The bass actually sounds an octave lower than the printed note and is
fingered differently because it is tuned in fourths instead of fifths as the
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other members of the string family are. If the bass were actually notated as it sounds, it would require the use of many added lines below the
staff.
Solfeggio is a very useful tool for establishing an aural concep
tion of tonality. It is good practice to have students use the tonic-solfa
system in intoning the melodies before they play them.

The writer has

had a great deal of success, using this method. Students progress very
rapidly in their mental conception of tonality and in the feeling of parts in
ensemble through the use of solfeggio. The nicety of such training brings
them into the full realization that such theoretical tools have a very prac
tical value.
Enharmonic relationship, another phase of theory, must be brought
to the attention of string players, since there are no keys upon the instru
ments by which to change the tonality chromatically.

For practical pur

poses, chromatic scales generally ascend by sharps and descend by flats.
Students must be made to realize fully that enharmonic relationship occurs
when two different notations produce the same sound. This may be illustrated as follows:

zo
In the preceding illustration, the letters UNDERLINED and
joined by curved lines are exactly the same sounds.

The underlined

letters are also analagous to the groups of two and three black keys
found on the piano.
Theory, like English in the teaching of our academic subjects,
must become a part of every lesson.

It must be taught always, if the

proper interpretation of music is to be attained.

What was merely theory

becomes realism through actual application in the strict sense of the word.
Dynamics, diacritical markings, ritards, rallentandos, etc. must take
on definite meanings as directions for saying for the composer those
things which he wishes to say.

These things must be explained and exe-

cuted as they occur, lest the habit of neglecting them continue as has been
the case too long already.
Fingering
As was shown earlier in this chapter, fingering is best taught by
what is commonly known as the finger pattern method.
by establishing a definite

The teacher starts

pattern for playing the first three major sharp

keys, since the same fingering is identical in all of them.
gun with the D major scale.

This is best be

The pattern is generally called the "high-

second finger pattern, since the second finger is placed well away from the
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first finger and immediately next to the third finger.

Considering the

D major scale, the fingering would run as follows*

£ E &FJ* fl

3 #C £

JU ttli
O

I

S, 3

Pc
O

I

Z 3

Since there are no keys or guides on the stringed instruments,
this entire relationship must be established kinesthetically.
given would apply to the violin and viola.
would run: - 0

1

340

1

The pattern

The cello fingering pattern

3 4, since the skips are much wider

as the instrument is much larger.

The bass violin would have still

another pattern since the instrument is likewise larger and is tuned in
fourths instead of fifths.

These differences become very apparent to the

reader upon examining any of the vast number of method books available
on the present market.
We make no attempt to teach chromatic fingering, as such, for
the moment and when we do it will have to be after the various finger
patterns are well established.

To introduce chromatic fingering pre

maturely would certainly be confusing and may deter the student in ac quiring a good conception of pitch,

The principal reason for using the

pattern method is to have the student learn to play mechanically correct
in order that a minimum amount of adjustment will be necessary to ob
tain the proper pitch.

Having once established the proper finger pattern
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for the basic major scales, there should not be a great amount of
difficulty in teaching the student to adjust chromatically any one of the
tones, should the music require such adjustment.

The writer does not

think it amiss, however, to show the chromatic finger pattern and let
the teacher use his own judgment as regards the introduction of it.

fi*A BC^CD^DE-E^ED'DC B •'B 4
6

1

/

2. 2. J
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0

The scale, as shown above, ascends by sharps chromatically from
the violin A to a fifth above and then descends by flats to its starting
tone.
The wedding of theory and practice surely takes place in the teach
ing of fingering the stringed instruments.

The care with which this is

done shall certainly be rewarding in the final analysis.

There are those

that believe that the teaching of strings is a difficult task at best but re
sults can be obtained if the theory of music is diligently applied to the
art.

Here the application of gentle manual assistance is an invaluable

aid to the student,

This form of teacher-pupil relationship, applied with

judgment and skill, is the best means of communicating the "feel" of
proper hand and finger position so essential for good intonation,
trained set of habits acquired in this manner are of lasting value.

The

CHAPTER V

TONE PRODUCTION

The development of an entirely agreeable tone is perhaps the
most rewarding experience in playing a stringed instrument.

The most

distressing sound imaginable surely eminates from a member of the
string family in the hands of the incapable.

Accoustically, a string is

not as rich in the production of partials as the wind-blown brass but
sounds coming from the string are capable of much more control.

For

this reason, stringed instruments are able to produce much more
beauty and variety of tone. Leopold Auer stated:
The question of tone production, we might as well acknowedge at once, is not primarily a matter of hairs on a stick, of
rosin, of change of bow on strings, nor of change of position
by means of fingers of the left hand. All these really signify
nothing, when it comes to the production of a pure crystalline
and transparent violin tone. To obtain a tone of this quality,
the student must not only expect to sacrifice whatever time
may be necessary, but he must be willing to bear on the prob
lem all his intelligence, all the mental and spiritual concen
tration of which he is capable. And for guidance in this he
must rely upon the great examples of violinists of the present
day.
To describe in exact detail just how the bow should be held,
just how the pressure of the fingers should be adjusted, and
which finger - at a given moment - should stress its pressure
upon the stick - the central point around which everything re
lating to tone turns - all this presents a task well nigh insur
mountable difficulty. But what holds true in the case of all
other arts is also true of the violin. Natural instinct, physical
pre-disposition, the construction of the muscles of the hands
and of the bow arm - each plays an important part in determin
ing the ultimate effect.
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Clear and complete understanding, the gift of seizing
and retaining explanations of a good teacher, so far as my
observation goes, is the only practical way of achieving the
beautiful tone which should be the ambition of every violinist.
The value of the theories presented in instruction is doubled
by the student's practical application of them; and the teacher's
most important asset is a knowledge of how to employ the two
means in conjunction and make his theoretical teachings bear
fruit. For the best of advice set down on paper, be it ever
so useful, and based upon the most valid scientific principles,
can take the place of the living, spoken word, followed by an
actual demonstration of its application to the problem at hand. 1
The matter of tone production at once becomes a matter of bowing.

This then must be the most meticulous part of the student's in-

struction if good results are to be attained. Basically, the holding of
the bow correctly, is the beginning of tone production.

Great emphasis

should be placed upon flexibility of the wrist which serves the hand as a
hinge.

The hands, at all times, must be delicately balanced from the

forearm by means of the wrist.
to achieve a desirable tone.

Without such balance, it is impossible

Manual assistance, about which more shall

be said in a subsequent chapter, is the best way to determine whether or
not the student is maintaining flexibility of wrist or not.

John F. Victor

gives the following directions:
The proper placement of fingers on the bow-stick and the
method of applying pressure to the stick must be thoroughly

1 l.-ooolH Acer. Violin Playing As I Teach jt. London, England:
Duckworth and Company, 1921.
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explained and demonstrated. Most method books contain
illustrations which show examples of proper finger place
ment and alignment. The bow must be drawn across the
strings in a straight line which requires the wrist to move
from side to side rather than up and down. In executing
upbow the arm moves forward from a position even with
the body. The forearm moves upward, while the wrist
makes a sideward movement necessary to keep the bow
directed straight across the strings.
Draw the bow straight across the strings, parallel to the
bridge, midway between the bridge and the fingerboard.
This movement should be so easy and smooth that the change
from down-stroke to up-stroke, or vice versa, is accom
plished without undue audibility. This can be done only by
properly training the wrist for proper flexibility, the develop
ment which is, therefore, of paramount importance to the be
ginner. Proper bowing is as important to the string instru
mentalist as breathing is to the wind instrumentalist.
Therefore, develop perfect, natural ease of movement, with
out the slightest straining of the muscles or ligaments of
either the left or right hand, fingers, wrists, or shoulders.
In fact, the whole body must always be kept perfectly natural,
free and graceful, if one would produce true art in string
music.
A fine, round tone is the result of good bowing; and the
player should cause the tone to begin clearly and distinctly,
without wasting part of the bow before the tone fairly commences. To do this, take good hold of the string when the
contact is first made and so set the hairs of the bow that
their whole breadth touches the string at once, thereby,
vibrating the string fully from the very beginning of the
stroke. Care should be taken to watch the bow at the point
of contact with the string. The bow should be tilted during
all strokes, either up or down at an angle, slightly away
from the bridge. The hair is held slightly closer to the
bridge than the wooden part of the bow.
The bowing must be in a straight line, the bow always
being kept parallel to the bridge. Hold the arm, wrist and

!•*.» •
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hand in a position almost straight with the shoulder, allow
ing the weight of the arm to be carried by the shoulder
socket. This position relieves the lower arm of the burden
of weight, leaving it free to move the bow with perfect free
dom.
Since the weight of the hand creates more pressure on one
end of the bow than on the other, care should be exercised
to overcome allowing this to produce uneven tones, for tones
should be retained at the same volume from one end of the
bow to the other. ^
In taking up the bow with the fingers, the hand should be lowered
in such a way that the bow falls naturally into position,

This will re-

lieve the student of the feeling which impels him to hold the stick
tightly.

The bow should be held lightly, yet with sufficient firmness to

manage it.
strings.

Do not try to get a big tone by pressing the bow on the

Getting a big tone is an art in itself that can only be acquired

through practice and hard work.

The body of tone is actually secured

by means of a light pressure of the wrist.

Pressing down the bow with

the arm can only make the tone course and raucuss.
It is always best to begin with slow strokes of the bow, allowing
ten or twelve seconds for each up and down-stroke of the bow.
may be practiced until fatigue sets in but not a moment after.

This
The

muscles and joints of the wrist and forearm must be relaxed after such

2

John F. Victor, Instructors Manuel for Band and Orchestra.
Dallas: Victor Publishing Company, 1937.
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an effort, if the proper development is to be obtained.

The amount

of finger pressure to be applied to the stick is largely a matter of ex
perience.

Observation and instruction can do a great deal in this wise.

The counterbalancing of the bow-stick must be explained as relates to
the point and the nut of the bow.

There is a natural tendency for the

hand to press down upon the bow at the nut. In any case, whether at
the point or at nut, this adjustment always is of the wrist.
Students should play, as slowly as possible, the sustained notes
of the scale.

Beginning the first note, down bow, with the dynamic

marking p , increasing to f on the second note, decreasing to p on
the third note, and continuing in the same manner through the octave.
Later this process may be extended through two octaves.

Be sure that

the students play between the bridge and the fingerboard as it is within
this compass that the tone is most full and sonorous.
The types of bowing taught certainly will be quite limited, if the
course is as usual, offered for only one semester.

The types to be

learned are presented in succession as soon as a particulat type has been
reasonably accomplished.

The first type introduced, since its immediate

use is required, is legato done on simple up and down strokes.

The stu

dents should learn to use the upper, lower, and middle parts of the bow,
taking care to see that the bow is kept parallel to the bridge at all times.
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The proper distribution of the bow length, in the execution of whole,
half, and quarter notes, should be watched at this time as well as good
distribution of weight from point to heel.

The proper elevation for

playing on the various strings might well be demonstrated at this time.
After this is shown, some exercises requiring the crossing to adjacent
strings may be given.
Slurring from one note to another may be introduced at this
point, of the literature being offered indicates.

Should this not be the

case then the matter may be delayed until such time as the music requires.

The slurring of notes may seem a bit awkward at the outset, but

with the practice on exercises proper for the purpose, this will soon be
come a matter of accomplishment.
Portato bowing may be next introduced, since its attainment will
be beneficial in learning staccato which is to follow.

Wrist flexibility

must be maintained throughout this period of training in the various types
of bowing.

Here, manual assistance, by the teacher, becomes one of

the greatest aids in communication to the student. Its assistance, in
testing and promoting flexibility makes it one of the teacher's finest
teaching aids.
The introduction of staccato bowing and the success with which it
will be accomplished is almost totally dependent upon how well the preceding work has been done.

Here, the sudden stopping of the bow, needed
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to produce the effect desired, hinges greatly upon and in proportion to
the amount of wrist flexibility the student has acquired, Staccato is best
taught on the up-stroke of the bow as weight distribution is easier to
manage at the point of the bow than at the heel. In order for the stu
dent to get a clear conception of the matter at hand, it is better not to
burden him with too many complexities at one time.

This is a good

philosiphy in the teaching of music, since music is a very complex art.
Many operations must be carried on at the same time, so that in teach
ing it is often wiser to disect and analyze that to try to teach an entire
operation at one.

CHAPTER VI

THE STRING CLASS AS A GROUP ACTIVITY

Almost at the very outset, the teaching of strings in college becomes a group activity.

The general approach is, however, like that

of teaching any other class of heterogeneous musical instruments.
There are problems which are common as well as those which are pe
culiar to the various instruments taught in the class. The viola clef,
Which is peculiar to the viola; the treble clef, which is applicable to the
violin only; and the bass clef, which is common to both the cello and the
bass violin, are examples. Suffice it to say then, that all of these dif
ferences and similarities, eventually meet on common ground and be
come in their entirety a group activity.

Quoting Ruth Strang:

Group activities in secondary schools and colleges have
world-wide significance. A safe and secure post-war world
depends upon co-operation among nations. Co-operation
among nations depends upon the development of understand
ing and good will among individuals. Good will emanates from
the humane spirit permeating people everywhere. The hu
mane spirit develops through satisfying experiences in work
ing together for the welfare of all. These kinds of experiences
may be provided in group activities beginning in the earliest
years and continuing through adolescence.
Classes, clubs, interest groups, dormitory units, discus
sion groups and social events provide valuable experiences in
working together; they are training grounds for true democracy.
In these social laboratories, students and teachers work out
concretely problems of the democratic way of life. If they en
counter obstacles to co-operation, they try to understand and
overcome them. If their efforts are blocked by self-interest,
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they search for constructive psychological substitutes
for intense competition among individuals. Thus they
learn to bridge the gap between democracy as an ideal and
democracy as a reality.
Some group activities in the field of music provide for
orderly growth in skills, comprehension, and appreciation.
Other activities are primarily social. Although persons
show marked differences in musical capacity, they all have
some degree of musical interest which may be developed.
Accordingly, musical groups should provide opportunities
for a wide range of interests and abilities. *
Group activities in music provide pleasurable social activities
and cultivate desirable social attitudes. In addition to opening wider
horizons in the field of music such activities provide an outlet for
emotional expression.

The joy of participation and the re-creation of

beauty, growth in taste and understanding, the acquaintance with worthy
compositions, and the opportunity for self-evaluation are a few of the
aims noteworthy in group activity in music.
Ensemble playing enables one to obtain a grasp of significance
in melody, harmony, rhythm, timbre, form and texture in music.

It

provides, in miniature, first hand experience of perhaps our most im
portant sonorous body, the orchestra.
If ensemble playing is cultivated, the performance will broaden
their knowledge and understanding in numerous ways. Such performance

1

Ruth Strang, Group Activities in College and Secondary School,
P» 1. New York: Harper and Brothers, 1946.
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notably improves the ear.

Perfect control of one's instrument, in re

gard to the moderation of tone, is a possibility in ensemble playing. It
gives a better and more complete idea of the importance of time and
rhythm.

The performer should strive to play all kinds of music, duets,

trios, quartettes, etc. , and should take advantage of any opportunity to
play in an orchestra.
In most schools and colleges, musical groups have long been
among the most popular group activities.

Looking through the yearbooks

of colleges of the late 19th Century, one will find that glee clubs, madri
gal groups, and mandolin clubs existed even in those early times.

Then,

as now, these activities were recognized as having broad social values,
which carried over into adult life.

It is by their contribution to the in

tellectual, emotional and social development of students that these activi
ties have survived to this day, in one form or another.

From member

ship in those best suited to their talents and training, students have gained
the pleasure of fellowship and in some cases vocational preparation for
life.
The primary purpose for education is living.

What better prepa

ration for living can be made than through the participation in a musical
group.

It is here that one must see democracy as a reality rather than

an ideal.

It is here that one enjoys the feeling of belonging in the truest
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sense.

It is here that one submerges his personality into the will of the

group.

This, then, is where one learns to live.

CHAPTER VII

ENSEMBLE PLAYING

Ensemble playing is undoubtedly an accepted necessity toward
building a fine orchestra.

Like the proverbial chain with the weak link,

the orchestra will generally be inefficient if hampered by weak players.
These players can be strengthened by practice in ensembles,

Such en-

sembles should be started in the first year of a beginner's training and
should be a constant source from which the orchestra draws its re
placements.

Only through ensemble training can the player become

aware of the importance of counting accurately and the interpretation of
dynamics.

He learns, at a very early stage, that music consists of more

than melody.

It becomes very apparent to the student that music is a

combination of tones and that he is responsible for producing some of
them and, therefore, must become independent enough to do this if he is
to be of value in the whole effort.
The educational value of ensemble playing is far reaching and the
classing of such activities as a "fad or frill", by the unthinking, is a gross
error.

The participation in ensemble playing inculcates the sound value

of cooperative effort. Students are acquiring a skill, which in many instances, will not cease at commencement.

The avocational aspect of this

type of activity shall provide a wholesome means of recreation to those
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who are going to live in a world of increased leisure time which will
require aesthetic satisfaction and wholesome enjoyment.
There is a wealth of interesting literature for string quartettes
and ensembles available with which the students should become ac
quainted.

This should be a part of their training. In the last twenty

years, a wealth of material has been edited especially for ensemble
playing and a veritable library of materials which are very good tech
nically.

Some of these materials will be included at the end of this

chapter.
Successful ensemble and orchestra playing depends on how well
bowing is understood.

Style and interpretation, in music, are virtually

controlled through bowing. Specific effects are produced at different
points of the bow and the terminology describing the various kinds of bow
ing must be known to both string player and conductor, if intelligent interpretation is to be obtained.

Ward says the following in his manual of

instruction:
The three important playing parts of the bow are the frog (Fr. ),
middle (M) and point (Pt. ). Grade and high school students in
general know nothing more about the three parts than that they
have a name. The explanation of their use is left entirely to the
teacher. Students follow the path of least resistance and play
everythink in the middle of the bow with no attempt to discover
the point or the frog.
A passage may be marked "Pesante", suggesting a heavy,
laboring tone, and therefore would be properly executed at the
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frog, or lower half of the bow. Often certain chords are
marked "Pesante" and would likewise call for a heavy stroke
at the frog. On the other hand, music marked "ppp" in un
important accompanying figurations would at once suggest
execution at the point, or upper half of the bow. A very fast
moving passage of sixteenth notes would find more graceful
and effective rendition at the middle section of the bow.
There are two such characters used to indicate the di
rection of the bow. When the bow is to be drawn down (di
rection toward the floor), this sign
appears over the note.
When the bow is to go in the opposite direction, the sign of
an upbow appears over the note. When notes are slurred, it
means to play all the notes in the slurred group in one bow;
that is, without changing the direction of the bow.
Slurring is usually difficult for beginning students because
the bow is not divided properly. In general, a dotted quarter
should get three times as much bow as an eighth note. Be
ginners will want to hold back the bow for the dotted note and
rush the remainder for the eighth note, thus robbing the music
of its smoothness. You can see, then, that if the bow is divided
properly, it can aid greatly in solving rhythmic problems.
Bowing may be analyzed with the discussion of three funda
mental strokes;
1.
2.
3.

The sustained stroke: Italian, sostenuto
The hammered stroke: Italian, martellato
The springing, bouncing or rebounding stroke:
Italian, spiccato or saltato

There are several types of bowings which are identified with
the sustained stroke:
1.

The Full Bow or Full Arm Stroke is one of the
most valuable strokes and the least used by be
ginners. This requires the bow's full length
with cooperation of the wrist, elbow and shoulder
joints. Care should be taken to move the bow
parallel with the bridge. Mastery of the full bow
stroke solves many bowing problems and results
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in accurate interpretation of dynamics. In
sustaining passages it requires considerable
skill to connect tbe tones as the bow changes
at the point and the frog. The fingers and
wrist play the important part in connecting
the tones. When notes are marked with
legato lines above, the full bow is usually
used, but in most cases the music is not
marked and the bowing is left to the discre
tion of the conductor or player. ^
Sight reading in the ensemble or orchestra is greatly impeded by
the inability of the players to associate groups of notes or rhythmical
patterns with specific types of bowing.

Time spent in bowing practice

will aid greatly in making possible necessary identifications which are
fundamental to sight reading.
Many examples of the use of the bow should be given and illus
trated.

The teacher should make needed demonstrations of these ex

amples and have the students drill sufficiently to accomplish them.

The

following are a few basic examples:
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A slurred pattern showing the proper division of the bow. If the
bow is divided properly, the rhythm will be decidedly smoother.
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Sylvan D. Ward, The Instrumental Director's Handbook.
Rubank, Inc., 1940.
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This example calls lor smoothness of bow strokes as the
distribution of notes is even.
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The legato lines below the notes indicate here that the full
length of the bow is required. Once this stroke is mastered,
much of the other bowing becomes easier.
Such a melody as the familiar "Long, Long Ago" is invaluable as
as example for teaching the divisions of the bow both in the upper and
lower halves:
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The use of the letters W. B. indicates that the entire bow is
utilized, while the letters U. H. indicate that only the upper half is
used.

The direction of the bow stroke is indicated by the symbols

above the notes.

These symbols were explained earlier in the chapter.

It will be noticed that the half notes are played whole bow as are the
whole notes; but the quarter notes are played half-bow, alternating on
the upper-half and the lower-half.

Which half of the bow shall be used is

indicated by the point where the succeeding stroke ends. Such an exer
cise develops excellent bow control early and makes for smoothness in
the change of bow direction.

This exercise should be played in unison

by the violins, viola and cellos.
Much of this type of work, it would seem, should be an accom
plishment before students reach the ensemble stage. It is surprising
how much can be gained from a group of well trained players doing this
sort of thing with dynamic variation and such other changes that would
challenge them.

An analysis of the material to be used for ensemble

playing should reveal to the teacher the problem contained therein.

The

isolation of and separate study of these problems can then be presented
to the group.

This seems to be a very fine approach to the problem.

In ensemble and orchestral playing, we have several individuals
playing the same part so that instead of having a single tone representing
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each part we have a wide band of tone doing so. It then becomes im
portant that we strive for uniformity within this band of tone lest the
whole of it become so disunified as to produce ragged results. Bowing
together is one of the ways we achieve this unity and since bowing is to
the string instrument wnat breathing is to singing or the playing of
winds, it is easy to see why conformity is a must.
The importance of phrasing, so necessary for the proper in
terpretation of music, must also be attended in ensemble playing.

This

matter can be made very intelligible to students if examples of prose and
poetry are given to demonstrate the point.

Phrases in music are very

easy to point out and periods as points of climax become very apparent
when brought to the attention of the students.

Who could listen to

McDowell's "To a Wild Rose" and not get a message even if no mention
were made of the title? Phrasing is not a matter of mathematics but
rather a matter of message,

Players must be led to discover that the

music has something to say and that the delivery of that message is
their responsibility.
A great part of this chapter has dealt with bowing, largely as a
matter of interpretation.

The subject was by no means treated exS v-j •/

haustively as such a treatment would comprise an entire book by itself.
It must be pointed out that a vast amount of material is available on the
J®
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subject and, in addition, each new selection will contain a wealth of
examples for further study.

The following materials are submitted in

an effort to aid teachers with various string problems:
Title:

SOLOS FOR STRINGS

Composer:

Harvey S. Whistler

Publisher:

Rubank, Inc.

These can be had for violin, viola, cello and bass. They
may be played as solos, with or without piano accompani
ment, or for unisonal class or string section performance.
Title:

STRINGTIME

Composer:

Whistler and Hummel

Publisher:

Rubank, Inc.

Very well written for a young string ensemble,
monies are very solid.
Title:

ENSEMBLES FOR STRINGS

Composer:

Whistler and Hummel

Publisher:

Rubank, Inc.

The har-

Very excellent for the more advanced players; all parts in
first position.
Title:

ELEMENTARY SCALES AND BOWINGS FOR
STRINGS

Composer:

Whistler and Hummel

Publisher:

Rubank, Inc.

Very good and in unison for instruments.

CHAPTER VIII

REHEARSALS

Webster's dictionary defines rehearsal as "a recital in private
prior to a public performance".

Perhaps the most motivating force in

ensemble or orchestral playing is the preparation of work for public
performance.

Public performance is the goal which a group of players

wishes to achieve as the culmination for the efforts they have made in
their total endeavor. It is the approbation of the public that proves to
be the most rewarding experience musicians can have.
Rehearsal time is of such value that not a moment can afford to
be wasted.

Lost motion on the part of the conductor or the players is

inexcusable, in that one that loses time through delay wastes the time
of the entire group.

The entire procedure, as a result, must be reduced

to a system in which all constituents function precisely. Such precision
will provide excellent training which will carry over into performance
in public.

The following pointers, taken from Ward, will be of great

assistance to directors who desire efficient rehearsal procedure:
1.

There is a calender of events in the rehearsal room, All
coming performances are clearly marked, including solo
and ensemble appearances.

2.

The director schedules his rehearsal music so that there
is time to learn all the material for all scheduled per
formances. He does everything in his power to prevent
giving a bad performance, as this is a reflection upon
his organization.
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3.

He learns his music carefully so that the score is in
his head and not his head in the score.

4.

The rehearsal program is on the board for the day and
is followed accordingly.

5.

The chairs and stands for the rehearsal are all placed
and ready.

6.

The music is in individual folders or envelopes in a
cabinet or shelf cases convenient to each member as he
comes into the rehearsal room.

7.

Each member arranges his music in its proper se
quence after he is seated. The librarian is immediately
accessible for any parts which may have been mis
placed. The measures in important program music have
been previously numbered for rehearsal purposes.

8.

Instruments are not blown or bowed until the director
gives permission for tuning.

9.

Lighting and ventilation are in perfect adjustment.

10.

Tuning should be taken care of in the shortest possible
time. Each player should tune his own instrument.
The rehearsal should be begun with a light number with which

everyone is familiar and can play quite easily.
right mood.

This puts everyone in the

It might be well to follow this with some scales, technical

exercises or rhythmical figures which may follow in more difficult music
which will be played later.

1

Sight reading is a very important feature

Sylvan D. Ward, Instrumental Director's Handbook.
Rubank, Inc., 1940.

Chicago:
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and while a new number might not be offered at each rehearsal, cer
tainly enough new material should be offered so as to keep the group
alert.

Try to play all new music through completely for the first time,

despite the fact that there will be many difficulties to be ironed out
later.

This is good practice as it gives the students an idea of how

the composition will sound completely. It also acquaints them with
changes of tempo, key, etc. , as these things occur.
Blessed is the director who has a sense of humor. Students en
joy knowing that he is, after all, real.

A good laugh is one of the best

forms of relaxation from the tenseness which generally prevails at re
hearsals.

Do not talk too much as it wastes time and lectures are

for the most part boring. Share with the group any comments or letters
of commendation, remembering that they contributed to a large measure
to the performance, whether it was good or bad. If need be, create op
portunities for the group to be heard, since it is their greatest reward
for the effort put forth.
The multiplicity of details connected with rehearsals seems almost staggering.

The where, when, and how to conduct rehearsals is a

skill that will grow with the experience of the director,

It is the coordi-

nation of all the factors involved which makes purposeful and efficient
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rehearsals possible.

The real work of producing fine performing

organizations is done behind the scenes.

Therefore, careful planning

and adequate preparation at once becomes a necessity.
Most modern schools have made some provision for its various
musical units.

Where this is not so, the problem becomes a real one.

Most classrooms are totally inadequate as rehearsal quarters and the
school auditorium is a poor substitute at best. The empty hall usually
has an echo, unless the walls have been accoustically treated, that
provides a disturbing element. Rehearsals should be held during school
time, if the situation is to be ideal.

A minimum of two rehearsals

weekly is necessary if anything worthwhile is to be accomplished. Should
the periods be short, a double period will be required. After school re
hearsals are never satisfactory in that they generally have a psychologi
cal effect.
An attendance chart with a reliable person in charge is a neces
sity and saves much valuable time.

A satisfactory excuse for absences

should be demanded and general delinquency should not be tolerated. If
such delinquency should persist, then membership should be terminated.
Probation is sufficient sometimes and drastic action should rarely be
necessary.

Seating in all sections should be competitive and depend

ability, rather than musicianship, should be the deciding factor in all
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questionable cases.

Discipline as a problem should not exist. In

teresting material and businesslike procedure will make the students
realize that rehearsals are hardly the place for clowning.
Select music for your group which is both interesting and well
within the ability of the members. It is much better to interpret a
simple piece 01 music well than to attempt a much harder composition
and do it poorly.

Accomplishment which is discernible should be evident

at every rehearsal as pupils are very quick to sense a lack of progr ess
and are very apt to react accordingly. Begin rehearsals promptly, keep
the rehearsals moving, and end them at the end of the scheduled time.
Remember that students have other appointments and have made arrange
ments to keep them, based upon the schedule you have set up for re
hearsal periods.
There are usually two players to a desk or music stand and the
one nearest the audience is the outside player. The inside player turns
the music, as a matter of suctom, and where the music is divisi, he
plays the lower notes.

In the case of string players, when there are

double stops, this same divisi arrangement obtains since double stops are
weak in orchestral playing.

Constant alertness is very necessary with

amateur groups as regards intonation.

The piano should not rehearse

with the group until the learning of a selection is nearly completed.

This
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is especially true of string groups, since much by the way of poor in
tonation is sometimes covered by the chords of the piano.
Opinion seems to be divided as regards the use of the piano in
the orchestra.

If it is to be used, out of fairness to the instrumentalists,

it should be well m tune.

In the full or grand orchestra, it is ruled out

entirely; however, in the small orchestra, it has come to be looked upon
as a necessary evil.

It must be considered that it can be very useful in

playing cues for missing instruments and in some cases cadensas where
such are required. It is also valuable in supplying the missing inner
harmonies where they are weak or missing.

The bass of the piano and

the strong rhythmic background, which it sometimes provides, redeem
it greatly in many cases.

In any case, try to get a good solid player on

this instrument and remember that talented soloists on the instrument do
not necessarily make good orchestral players.
Very little has been said on the subject of conducting, as there are
many fine volumes available on this subject,

Elementary baton move-

ments are quite standard and the development of technic is a matter of
practice.

Suffice it then to here give a few pointers to those not too well

initiated in the art.

The principal point is that movements should be con-

cise and at all times clear.

As said before "the score should be in the

conductor's head rather than his head in the score. " It is not amiss to
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anticipate entrances and changes of tempo.

It always gives amateurs

a greater sense of security if they know that you are standing by to alert
them for their cues.

"Playing to the gallery" is always bad form.

If

you conduct with skill and without superfluity of movement, the audience
will recognize your ability through the interpretation of the compositions
you present.
results.

Simple gestures and a steady beat will secure the best

CHAPTER IX

CONCLUSION

Within the confines of this small treatise, it has been im
possible to exhaust all of the possibilities of the subject.

It has been

the desire of the writer to cover as much of this phase of instrumental
training in as concise a manner as possible.

The field of string music

is indeed a vast one and would fill volumes if treated fully.
Emphasis on the preparation of the instrumental teacher is im
portant both to the school administrator and those persons who desire
to enter the field of instrumental music.
scientifically sound and thorough.

Such preparation must be

The demands made upon the instru

mental music teacher today would compare favorably with those required
of a "superman".

More than this, he must have the personality to sell

his program and to keep people interested in it.
is one which will tax his ingenuity to the limit.

This capability alone,
While no mention was

made of the teacher's physical condition, it is a foregone conclusion that
one who carries on such a program must abound in energy and possess a
high quotient of mental stability.
The approach to string teaching must be one that is highly in
teresting in itself and yet productive of quality results in the shortest
possible time.

There are many technics set forth in the various method

books now available.

The teacher must determine which is best for him-

self, considering the above mentioned factors.

He has no time for lost
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motion and must, at once, interest his group and maintain its interest.
His teaching must be done with the assurance that every student can
learn to play a string.
first moments.

How much or how little is of no concern in the

Beginners are always of great importance and im-

mediate skill is the key to success for them.
There is a general assumption that every college student, whether
majoring in the field of music or not, has had sufficient training or ex
perience in basic music.

With this minimum requirement, it is folly

to accept a student in a string course.

The application of this basic

music or music theory as it is sometimes called, to the teaching of
strings simplifies the teachers work greatly.

The transition for rote to

note, methodology advised herein, brings very forcibily home to the stu
dent the very practical application of theory in the practice of music. In
many instances, he sees for the first time the necessity for the actual
acquiring of such knowledge and at once realizes that it was not given for
the mere exercise of the mind.
The production of tone is at once realized to be more than accoustical phenomena, when the use of the bow is introduced.

The student

soon learns that all of the many subtleties and beauty tone eminating from
string instruments are possible through the mastery in the use of the bow.
The entire range of tone control and the many effects possible through the
string section of an orchestra is dependent upon the artistry with which
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"Position", often quoted as being everything in life,

certainly is the essence of bowing.

Unless the correct position of hold

ing the bow is taught and insisted upon in the early stages of playing,
results will be of little consequence in the total effort.
In this age, with so many world pressures, much stress has
been placed upon mental health.

The recreation of music, no doubt,

offers the best release from such pressures.

Of itself, music enjoys a

very high rating for its therapeutic value and has so held this position
almost from the beginning of time.

In the progression of civilization,

man began to produce music in groups and the language of music became
universal.

The value of music, as a group activity, was recognized by

educators and thus it became a part of the school curriculum. It meets
every one of the cardinal principles of education in full measure.

From

early childhood through adulthood, music is a group activity of universal
appeal.
A statement of the objectives of ensemble playing will perhaps be
the best way of showing its value in the string program. One of the best
lessons in music appreciation comes from membership in an ensemble
group.

The general objectives of such a group are as follows: (1) To

give the student the independence of part reading, (2) To further teach
fundamentals of music, (3) To give service to school and community,
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(4) To give students a broader knowledge of music literature, (5) To
serve as an emotional outlet, and (6) To provide training in social living.

These objectives, each a separate value, are of greatest im-

portance in their total combination.
Rehearsals are the very laboratories where the practice of living
takes place.

This activity is a culmination of all of the various efforts

which are introduced in the many training periods.

The alert student

learns democracy as a reality rather than an ideal here.
properly conducted, is like a big business.

This, if

It has its hierarchy, its

channels, its system and all the components essential to a successful,
cooperative effort. Here, every will must be subjected to the best in
terests of the project.
this is an example of it.

If there is such a thing as a group personality,
Much has been said in relation to the details of

rehearsals but the thing that is of first importance is that each constituent
taking part in them becomes a member of the chain which must not be
broken by absence.
One learns to teach best by teaching.
perience must not be minimized.
necessity.

The richness of such ex-

Ideas, like inventions, are born of

Many of the things advocated in this paper are not the fruits

of experience. Students rarely fail if they are interested.

Teachers

often fail because, through some fault, they have failed to interest their
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students.

An attempt has been made here to set forth such principles

and data as has been practical in the experiences of the writer. It is
sincerely hoped that the reader will find them of some value in the
successful prosecution of the string program in college.
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